Abstract: The paper examines the role of formal rhetoric in Ovid's Amores. It points out that while in modern aesthetics the experience of art is dissociated from the experience of love and sex, the ancients had developed an erotic aesthetics that associated the two. Recalling the metaphor that describes a text as a body and the ancient view according to which rhetoric could make a text appealing just like cosmetics could a real body, it argues that Ovid uses formal rhetoric to inspire in his readers desire for his text. The appearance of voluptas in the epigram to Amores 1 confirms this view. It also suggests that the eroticization of Ovid's text resonates within the contemporary political situation in Rome, where sex had become a matter of politics.
great man lacked not the judgment but the will to restrain the license of his poetry." And he adds how Ovid justifies this rhetorical license: "he used sometimes to say that a face is the more beautiful for some mole." 2 Seneca's account does not so much suggest that the open display of rhetoric in the poetry Ovid wrote as an adult resulted from the education he had received in his youth; it instead suggests that it is used knowingly and on purpose. And in fact, the mole to which 2 The full passage runs as follows (Suasoriae 2. this open display breaks the rules for the use of rhetoric in erotic discourse that he himself had laid out in the Ars Amatoria. In the passage just cited, Ovid continues by saying that while it is advisable to use rhetoric in erotic discourse, one should avoid the open display of one's rhetoric. To be persuasive in erotic discourse, rhetoric must be well concealed by what the ancient rhetoricians called dissimulatio artis (Ars Amatoria 463-6): "But hide your powers, and don't display your rhetorical skill; let your pleading avoid heavy words.
Who, save an idiot, would recite declamations to his sweetheart ?" 5 But to generations of his readers, from Seneca the Elder down to Richard Tarrant, Ovid in the Amores behaves just like that idiot. As always in Ovid, it is hard to define precisely when he breaks, and when he abides by, the rules of stylistic decorum; and the ancient rhetoricians knew well that it may be hard to distinguish in general terms between the open display of rhetoric on the one hand and its concealment through dissimulatio on the other. But even so, there can be no doubt that in the Amores, Ovid produces one suasoria after another, and composes many verses as openly rhetorical as the one that already his friends had, according to Seneca the Elder, highlighted. It must be asked, then, why Ovid disobeys in the Amores his own precepts from the Ars Amatoria and displays openly, instead of concealing, the use of rhetoric in his erotic discourse. In other words, it must be asked what the purpose is of the mole of openly displayed rhetoric that is so conspicuously visible on the face of the Amores. This is the question that I seek to answer in this paper.
sed lateant vires, nec sis in fronte disertus; | effugiant voces verba molesta tuae. | quis, nisi mentis inops, tenerae declamat puellae? | saepe valens odii littera causa fuit.
I. Pleasure, Glory, and Praise Given that Ovid had studied the composition of suasoriae with some of Rome's foremost rhetoricians, one could expect him to employ the techniques of persuasive rhetoric with great success. Yet what one notices first about Ovid's use of persuasive rhetoric in the Amores, is the frequency with which he fails. This is programmatically apparent already in Amores 1.1 where for the first time Ovid is given a chance to put to good use what he had learned in school. Ovid had set out to compose an epic poem;
however, Cupid appears and snatches away the last foot from every second hexameter Amores 1.1.1-4). 6 Ovid responds by delivering a long and carefully argued speech, which takes up the bulk of the poem and in which he seeks to persuade Cupid not to interfere with the course he wants his poetry to take. Yet Ovid's speech has no effect: Cupid still shoots his arrow into the poet's heart, and from now on Ovid writes love poetry instead of epic poetry (Amores 1.1.21-24).
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The failure of Ovid's persuasive rhetoric in Amores 1.1 casts a long dark shadow over his use of persuasive rhetoric in the rest of the work. Again and again, Ovid seeks to direct a situation or to overcome an obstacle with a carefully argued speech; but with a disturbing regularity, his rhetorical efforts fail to achieve their effect. In 1.6, Ovid seeks to persuade the doorkeeper of his mistress to let him into her house-yet at the end of the poem, the door is still closed. In 1.4, Ovid seeks to persuade his mistress to desert her husband and spend the night with him-but at the end of the poem, she stays with the 'canas, vates, accipe' dixit 'opus.' husband. In 1.13, Ovid seeks to persuade the sun not to rise so that he can spend more time with his mistress-yet at the end of the poem, the sun still rises. In 2.2, Ovid seeks to persuade Corinna's doorkeeper to let him into her house-yet at the beginning of 2.3, the doorkeeper still guards the door. In 2.11, Ovid seeks to persuade Corinna not to embark on a sea voyage-yet half way through the poem, Ovid notices that his words were spoken in vain. In 3.16, Ovid seeks to persuade a mountain torrent to hold its stream so that he can cross and reach his mistress-yet at the end of the poem, the torrent has increased.
Why do all these suasoriae fail, elaborate though they are? According to what Ovid learned in the school of the rhetoricians, there is a simple reason for this: they fail to persuade not despite their open display of rhetoric, but because of it. Ancient rhetoricians recognized two types of speeches whose purpose was persuasive. The first of these are forensic speeches whose purpose is to persuade a judge; and the second, closely related to the first, are deliberative speeches whose purpose it is to persuade a body responsible for political decision-making. In both these genres, the ancient rhetoricians discouraged the open display of rhetoric, because here rhetoric is more effective if it is concealed. As far as forensic discourse is concerned, Quintilian argues that a judge perceives the speaker's rhetorical craft as a threat to his integrity; hence the old orators developed the trick of concealing one's eloquence (Institutio Oratoria 4.1.9). flow. But he could expect to provide pleasure to the audience, and he could seek to procure his own fame as well as the fame of Corinna. And he explains that these are the purposes of the Amores at key moments in the work.
First, the Amores is written to procure his own fame. In the last poem of book 1, Ovid is pressed by an allegorical figure of Livor to explain why instead of pursuing a career in the military or as a lawyer, he decided to compose poetry (Amores 1.15.1-8).
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In his response, Ovid explains that the career as a poet allows him to achieve what a career as a soldier or a lawyer would not: namely his eternal and ubiquitous fame. In fact, the sharp distinction that Ovid draws between himself and his career as a poet on the one hand and lawyers on the other, may partly reflect the distinction between epideictic and forensic discourse: lawyers prostitute, as Ovid puts it, their voice in the forum in order to persuade judges and juries, but Ovid writes in the epideictic genre which allows him to procure his fame.
Secondly, the Amores are written to procure the fame of Corinna, its main subject, for as Ovid points out in 1.3, the first poem addressed to Corinna, her own name will join his whenever and wherever it is mentioned (Amores 1.3.25-6).
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And thirdly, the Amores are written to procure the pleasure (voluptas) of the audience, as Ovid suggests in the epigram that precedes the Amores (Amores epigram).
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Having explained that for an alleged second edition he had reduced the number of the Amores' books from five to three, he declares that he has done so because since his readers will not derive any pleasure (voluptas) from the work anyway, three books will be a lighter punishment for them than five. It is true of course that Ovid here says that his readers will not derive pleasure from reading his poetry. But it is also true that this statement is a joke made under false pretenses. If Ovid had really considered his Amores no pleasure but a pain, and if he really wanted to lighten that pain for his readers, he would have reduced the number of the Amores' books, not from five to three, but from five to zero. In other words, rather than declaring that reading the Amores is a painful experience, Ovid suggests that just as any other epideictic discourse inspires voluptas, so will his Amores.
In sum, the open display of rhetoric and of formally structured arguments as an instrument of persuasion in the Amores is not intended to persuade: only a fool could believe that Ovid truly expected to convince the sun not to rise or a river not to flow.
Instead, Ovid's discourse is epideictic, and shares three purposes of epideictic discourse:
12 nos quoque per totum pariter cantabimur orbem | iunctaque semper erunt nomina nostra tuis. 13 
Qui modo Nasonis fueramus quinque libelli, | tres sumus; hoc illi praetulit auctor opus. | ut iam nulla tibi nos sit legisse voluptas, | at levior demptis poena duobus erit.
it seeks to please the audience, it seeks to enhance the glory of the speaker, and it seeks to praise the discourse's subject.
II. Lector Amator
So far, I have made a largely formal argument that pointed out the proximity of the Amores to what the ancient rhetoricians called the epideictic genre. At least one aspect of this argument is in need of further explanation-namely the point that the Amores is written for the sake of pleasure. What kind of pleasure is it that Ovid promises his readers? The reason why caution is necessary here is that our modern concept of the pleasure provided by art is indebted to a Romantic aesthetics which, following Kant's maxim that the contemplation of art produces "satisfaction without any interest", sought to separate the experience of art from the moral and political, but also the sexual and sensual concerns and interests that drive us elsewhere in our lives. Hence the notion that a poem is composed 'only for pleasure': this is a pleasure that affects no other aspects of our lives. Yet as many students of the Western history of aesthetics have shown, the idea that poetry is composed for pleasure only, but does not engage either sexual and sensual or moral and political concerns, is not frequently found in antiquity (if at all). In the following two sections, I want to show how the voluptas Ovid promises in the Amores affects both these concerns. I will begin with our sexual and sensual interests.
For this purpose, it is first necessary to examine what meaning the word voluptas has elsewhere in the work, and to contrast its meaning with the idea of art that is composed for mere pleasure that developed from the Romantic notion of the disinterested experience of art. The philosophy of Arthur Schopenhauer exemplifies this notion, becasue Arthur Schopenhauer was one of the few Romantic students of aesthetics to take seriously sexuality and sensual desire. But he studies sexuality only to construct, in the words of Alexander Nehamas, "a great wall" between sexual attractiveness and sensual appeal on the one hand, and the experience of art on the other. For Schopenhauer, our daily lives are driven by sexual and sensual desires; but the beauty of a work of art will help us transcend these ordinary desires for a higher good: when we view art, "all at once the peace, always sought but always escaping us on the former path of the desires, comes to us of its own accord, and it is well with us." According to Schopenhauer, this peace that the experience of art affords, is not to be tainted by the sexual desires that we escape in it.
But while Romantic aesthetics dissociated the experience of art from our sexual desires and interests, Ovid in the Amores associates the experience of art with sexuality.
In addition to the epigram where voluptas is used to refer to our experience with Ovid's poetry, the word occurs four more times in the Amores. And each time, it refers to the pleasures associated with sexual intercourse. In 1.4, Ovid uses the word to refer to the pleasure derived from a quickie (47-8). In 1.10, voluptas refers to sex offered for sale (35-6). In 2.10, it refers to the pleasure the lover's loins experience during intercourse (25-6). And in 3.4, voluptas is used to describe the pleasure afforded by secret sex (31-2).
If elsewhere in the Amores the word voluptas is exclusively used for the pleasures experienced during sexual intercourse, could it be that the way we experience Ovid's poem can be likened to sexual and sensual desire? Secondly, ancient rhetoricians habitually described texts as bodies, referring to the parts of sentences as membra, explaining that a speech must begin from its head, or seeking to dissect it in accordance with the joints of its limbs. Moreover, just as the appeal of actual bodies can be increased through the application of cosmetics, so can the appeal of the body of a text be increased, namely through the application of openly displayed rhetoric; and the ancient rhetoricians described the tools used for this purpose in metaphors derived from the language of cosmetics. 20 Cicero, for instance, refers in various passages to the fucus (make-up) that may be added to a speech, to the pigmenta with which it is colored, and to the calamistri (curling irons) that can be applied to it.
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Ovid applied these tools of rhetorical cosmetics to his Amores too; and just as real calamistri serve to enhance the appeal of a human body, so do the rhetorical calamistri enhance the appeal of the metaphorical body of his poem. Lastly, in the introductory epigram that prefaces the Amores Ovid seeks to increase his readers' desire for his text in a way that imitates how elsewhere in the work he suggests the desire for a girl is increased. Ovid's assertion at the beginning of the epigram that he has reduced the number of the Amores' books from five to three is normally taken as a straightforward description of the poem's editorial history. This it may well be;
though it is important to remember that other than that statement, we possess no independent evidence whatsoever to confirm the existence of that alleged first edition.
But while it is only a possibility that Ovid's claim to have reduced the number of the
Amores' books represents the poem's actual editorial history, it is by the Amores' own standards a plausible suggestion that Ovid's alleged withholding of two books increases our desire for his text. For, as he says in 3.4 with respect to his desire for a girl protected by a guard, desire is the greater for something that is withheld (25-6). 22 Ovid restricts our access to his poetry just as the guard restricts his access to the girl, and thereby our desire for his withheld text grows just as Ovid's desire for the guarded girl.
In sum, the voluptas that Ovid's Amores inspires in us is not the disinterested pleasure of the Romantics. Instead, Ovid suggests that the Amores matter for our lives just like our sexual desires, and that we ought to pursue his text just as we pursue our desire for a human body. This idea of the experience of art in erotic terms is wellparalleled in contemporary Roman culture; and it is facilitated by the fact that the ancient rhetoricians regularly likened texts to bodies, so that the former can be adorned and desired just as the latter.
III. Lector Iudex
However pleasant is the mole of openly displayed rhetoric that is visible on the face of the Amores, the ancient rhetoricians recognized too that its effects may quickly start to cloy. In Cicero's de oratore, the discussion of this problem is appropriately assigned to
Crassus, who throughout the conversation had been much more willing and ready to accept open display of rhetoric than his interlocutor Antonius. In book 3 of the dialogue,
Crassus faces the implications of this position. He explains that rhetorical ornamentation
is not a matter of style only but penetrates the entire body of a speech, and then confronts the fact that rhetorical ornamentation stirs feelings of satiety almost at the same time as it is a source of appeal (3.98-9). Using again metaphors derived from the sphere of cosmetics, Crassus suggests that just like intense and penetratingly sweet perfumes become cloying to those who are exposed to them, so does an excessive display of the appeals of rhetoric become cloying to an audience. action", used to procure an effect by agents who can be held responsible and judged for their actions. More importantly, ancient critics saw themselves habitually as judges of the texts they studied. According to Varro, iudicium (judgment) is the task in which a literary critic's engagement with a text culminates (Diomedes, Grammatici Latini (ed. Keil),
1.426.21-3). 27 The procedure of the krisis poematon (the judgment of poems) was revered among the Greeks and taken over early by the Romans-already the second century BCE critic Volcacius Sedigitus includes in his scholarly poem De poetis a passage in which he passes judgment on the Roman comic poets, ranking them in a top ten list (Aulus Gellius, Noctes Atticae 15.24 = FLP 93). 28 In other words, the ancient literary critics were critics in the original sense of the word kritikos-they are judges of texts.
When critics refer to themselves as judges, they of course use a metaphor derived from forensic practice and the sphere of moral and legal responsibility negotiated at courts. But as ancient metaphors ought to, this metaphor abides by the rules of decorum that required that the field to which a metaphor is applied, be not too far removed from the field from which it is drawn. For to the ancient critics and the poets they judged, the judgment of texts took place in ways reminiscent of the procedures at forensic courts, and they remained aware of the fact that the judgment of literary texts is a pattern that draws its metaphors from actual legal discourse. The prologue to Callimachus' Aitia, the Greek text that exerted most influence on Roman poets, exemplifies this proximity. Roman judges of literary texts were no less aware of the legal source of the metaphor that described their professional activity. First, Virgil's third Eclogue presents a singing contest between two shepherds, which is to be judged by a third shepherd, Georg. 1.27), Ovid has in the present instance reduced, and not increased, the size of his work (though it is worth noting that he also slightly increased it, namely by prefacing it with the epigram). 41 But more important than the relatively sparsely attested connection of the word auctor with the verb augere is the much more common connection the word shares in Rome with the sphere of legal and moral responsibility. In Latin, an auctor is first of all an owner who in a contract-bound transaction sells an item in his possession to a contract-partner. This could apply too to the sale of objects that, In the first section, I argued that to the extent that the Amores display rhetoric openly, the work belongs to what the ancient rhetoricians identified as the epideictic genre. The poem shares that genre's three purposes: it seeks to please the audience, and to praise and glorify its subject as well as its author. Since ancient rhetoric, far from being merely a formal system of figures and tropes, was a means by which speakers sought through the mastery of language to affect their audience, I have then proceeded to consider the effect
